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Abstract
This thesis presents a transcription and an analysis of jazz bassist Charlie Haden’s 
accompaniment of Don Cherry's trumpet solo on “The Face of the Bass”. This was 
recorded in 1959 and appears on the album Change of the Century by the Ornette 
Coleman Quartet. Haden and Cherry were members of this ground-breaking quartet 
which was responsible for several innovative recordings in 1959 and 1960, including 
Change of the Century, The Shape of Jazz to Come. This is Our Music and Free Jazz.
The purpose of the study is to examine selected structural elements and methods of 
organisation Haden uses in his bass lines and in relation to the soloist Cherry.
The thesis begins with biographical information about Fladen and Cherry, followed by 
the analytic methodology and a detailed examination of Haden’s accompaniment. Also 
included is an annotated transcription of the bass part and the entire trumpet solo.
The most notable observation in this analysis is Haden’s use of direct contrast to counter 
Cherry’s melodic ideas thereby contributing interest, balance, support and structure to the 
music.
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Introduction
In 1959 the Omette Coleman Quartet played a season at the Five Spot jazz club in New 
York and released two albums: The Shape of Things to Come and Change of the Century.
These were ground breaking events.1 23 The quartet’s unique style of improvisation, based 
on the abandonment of predetermined structures, set off huge debate, divided the jazz 
community and changed the course of jazz history.
A defining feature of the quartet’s music is the melodic interplay between the improvised 
lines of bass player and soloist. Charlie Haden, Coleman’s primary bassist from 1959-60, 
is considered by musicians, critics and historians to be the pioneering bass player to
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develop this melodic yet freely improvised approach to accompanying the soloist.
Barry McRae, jazz critic, writer and broadcaster, in an article written for Jazz Journal 
International in 1984, described Haden’s musical role in the quartet thus:
...Haden had to abandon conventional bass positions and react to the free flow of 
the hom lines.... What he did was to find a near perfect way of being a harmonic 
cornerstone, while still being the purveyor of the beat and a voice on an equal 
melodic footing with the horns. [As is] Evident in the recordings of this ensemble 
he became a vital structural element in the group’s collective process of invention. 
(McRae, 1984: 8-9)
1 Such was the interest in Coleman’s radical new approach that the original season at the Five Spot was 
extended from two weeks to six months.
2 Max Roach (then drummer with Miles Davis), for example, was sufficiently provoked by the music to 
punch Ornette Coleman after one performance and later followed him to his apartment and threatened 
further violence.
3
While this concept for the quartet was originally envisaged by Coleman, Haden had been experimenting 
with similar ideas and both had been encountering resistance from other musicians. It wasn’t until they 
combined that Coleman’s vision for his music was fully realised.
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As “purveyor of the beat” Haden predominantly used a simple walking bass.4 The wide 
interest in his playing, however, is not nearly so much for the way he used rhythm as for 
what he did with a melodic approach to accompaniment.
This study presents a transcription and an analysis of Charlie Haden’s accompaniment to 
Don Cherry’s improvisation in a piece entitled “The Face of the Bass”. It is a track from 
the 1959 Change of the Century recording and features Ornette Coleman on alto 
saxophone, Don Cherry on trumpet, Charlie Haden on bass and Billy Higgins on drums.
The purpose of the study is to examine closely some of the methods Haden used to create 
interest and structure both in his countermelodies and in relation to the soloist.
Many aspects combine to make his playing personal, engaging and distinctive: qualities 
such as his own particular sound, his intonation, his way of interacting with the drummer, 
his feel for time, his harmonic knowledge and so on. Such qualities tend to be difficult if 
not impossible to analyse.
This study focuses on specific elements that are capable of being reliably examined: note 
choice, line contour, intervallic structure and interaction/counterpoint. It does not attempt 
to explain what Haden (or Cherry) was thinking about or what musical parameters he was 
operating with when he performed the improvisation. Rather it considers these four 
selected areas of musical mechanics to see just how he uses them and how they 
contribute to making the piece musically successful.
Although there is abundant anecdotal and biographical information on Charlie Haden in 
serials and periodicals, there are currently no academic examinations of his way of 
accompanying the soloist.
There have been, however, several studies of Ornette Coleman’s playing. Some of these 
have provided useful insights into ways he (Coleman) structured his music. In particular 
Michael Cogswell’s Melodic Organization in Four Solos by Ornette Coleman proved 
helpful in providing ideas for the style of analysis used here. Ekkehard Jost’s book Free
4 Walking bass - A line played pizzicato on the double bass in regular crotchets.
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Jazz is an in-depth resource for analytical techniques and also gives a brief analysis of 
Cherry’s opening statements in “The Face of the Bass”.
3
Charlie Haden -  Biography
Charlie (Charles) Edward Haden was bom in Shenandoah, Iowa on 06 Aug 1937. His 
parents were country singers with their own family band. Charlie was a member from the 
age of two until he was 15. He started out singing and later played the piano.
The family performed daily on the radio and at a later date, on TV, doing hillbilly and 
country and western music.
At 15 Charlie suffered a bout of polio which damaged his throat muscles and vocal 
chords. As a result he was no longer able to control his pitch while singing.
His bass playing brother Jimmy was a jazz fan and through him Charlie was exposed to 
jazz music. When Jimmy was out of the house Charlie would play his bass.
Inevitably he became a professional musician in his own right, playing the double bass 
and focussed on jazz.
After graduating from high school in Forsythe, Missouri, he moved to Los Angeles where 
he met and worked with Art Pepper, Hampton Hawes, Dexter Gordon, and Paul Bley.
In 1957 in Los Angeles Haden also met Ornette Coleman. Haden had gone to a club to 
hear Gerry Mulligan's group:
The place was packed; there was barely room to stand. And then a well-dressed 
guy carrying a white plastic saxophone squeezed his way to the front. This was 
how Ornette Coleman performed back then: a shy, deferential insurgent 
requesting to sit in.
"He starts playing, man, and it was so unbelievably great I could not believe it. 
Like the whole room lit up all of a sudden, like somebody turned on the lights",
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Haden says. "He was playing the blues they were playing, but he was playing his 
own way. And almost as fast as he asked to sit in, they asked him to please stop". 
(Smith, R.J., 1997)
When Coleman left the club Haden ran out after him into the alley, but the saxophonist 
had already disappeared. He eventually tracked him to his apartment, and subsequently 
described the scene there:
"There was music blocking the door; you couldn't get the door open. Finally it 
opened, and the place was filled with music. Manuscripts, things he had written 
out all over the rug and chairs and bed and everywhere. 1 got my bass out, and he 
picked up one of the manuscripts off the rug and said, ’Lets play this'. I said, 
'Sure', but I was scared to death. He said, 'Now I got some chord changes written 
below the melody here that I heard when I was writing the melody. You can play 
those changes when you play the song, but when 1 start to improvise, make up 
your own changes from what I'm playing'. I said, 'With pleasure'. Man, we 
played all day and all night. And the next day we stopped to get a hamburger and 
we came back and we played some more". (Smith, R.J., 1997)
Haden soon became bass player in Coleman’s quartet, which also included Don Cherry 
on trumpet and Billy Higgins on drums. During his time in the quartet Haden refined his 
unique approach to improvisation and established himself as one of the leading bassists in 
the modem jazz movement. The consequences of narcotics addiction forced him to leave 
the band in August 1960.
Throughout the 1960's he recorded with John Coltrane, Archie Shepp, and Pee Wee 
Russell, and became affiliated with the avant-garde scene in New York City. He was a 
member of Keith Jarrett’s trio and “American Quartet” from 1967 to 1976. In 1969 
Haden, together with composer and pianist Carla Bley, formed the Liberation Music 
Orchestra -  an ensemble of eleven musicians that included Don Cherry, Gato Barbieri, 
and Roswell Rudd. The music was experimental, exploring the realms of free jazz and 
political music, and drawing from Spanish and Latin American sources.
In 1987 Haden participated in the historic reunion tour of the original Ornette Coleman 
Quartet. In the same year he formed Quartet West -  his first venture as a small group 
leader. This quartet consists of Ernie Watts on saxophone, Alan Broadbent on piano and 
Larance Marable on drums, and remains active today.
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Charlie Haden has received numerous honours from around the world, including the Los 
Angeles Jazz Society prize for “Jazz Educator of the Year”, two Grammy Awards as well 
as a multitude of Grammy Award nominations, winner of countless Down Beat readers’ 
and critics’ polls, a Guggenheim fellowship, four NEA grants for composition, France’s 
Grand Prix Du Disque (Charles Cros) Award, Japan’s SWING Journal Gold, Silver and 
Bronze awards, and the Montreal Jazz Festival’s Miles Davis Award.
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Don Cherry -  Biography
Don (Donald) Eugene Cherry (trumpeter, composer and band leader) was born in 
Oklahoma City on 18 Nov 1936. When the family moved to Los Angeles his father 
worked in hot-spot nightclubs as a bartender and as a result Cherry was able to hear some 
of the leading jazz musicians of the day. Thus his passion for jazz began early and while 
at high school he also developed an interest in ethnic music.
He came to attention as a member of Ornette Coleman's quartet in the late 1950s. During 
the 1960s he worked with many of the key figures in the development of free jazz 
including Sonny Rollins, John Coltrane, Albert Ayler, Archie Shepp, Steve Lacy, and 
Gato Barbieri, and established a huge reputation as a leader in his own right.
Cherry didn’t confine himself to jazz. He played and recorded in a wide range of musical 
styles including rock, for example, with Talking Heads and with Lou Reed among others.
He also travelled widely and for extended periods and studied music wherever he found 
it. He thus became familiar with and expert in many aspects of world music, in particular 
those of India and Africa. Consequently his assimilation of diverse musical styles was 
more natural and complete than many of his peers.
He felt jazz -  in particular improvisation -  to be the unifying heart of all the different 
musical idioms and stressed improvisation as being of primary importance for ensemble 
relationships. As a musician he felt the significance of his contribution to be as much for 
his improvisational ability as for his trumpet playing.
In 1993 he reunited and toured with Coleman, but by this time Cherry’s health had 
deteriorated severely from the effects of a drug addiction which plagued him on and off
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throughout his adult life. Shortly before his death he moved to Malaga, Spain where he 
died on 19 Oct 1995.
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Methodology
Selection process
The initial idea of this thesis was to examine Haden’s playing style within the Ornette 
Coleman Quartet. The tune “The Face of The Bass’" was selected for study because, as 
the title suggests, it features the bass prominently and provides a substantial amount of 
appropriate material for investigation.
A preliminary study of the fully transcribed bass part suggested it would be more 
interesting to look at it in its musical context rather than in isolation.5 Further, because 
Haden’s style is melodically driven, it seemed appropriate and probably more rewarding 
to analyse the bass part in relation to the other melodic voices in the ensemble as well.
Accordingly, to facilitate investigation of the various relationships between the soloists 
and the bassist, transcriptions of both the Cherry and Coleman solos on this recording 
have been combined with the Haden transcription.
The points of interest of the two soloists were examined and compared in order to decide 
which would offer the most for analysis. Cherry’s solo was selected for being of greater 
value for this study. For example, the saxophone solo gives the impression of being 
based on a pre-arranged form.6 Cherry provides no evidence of any such adherence, but 
his solo is noteworthy for the sense of structure and cohesion it creates. It was
5 When studied in isolation the bass part revealed itself to be very simple, working often within a small 
range and containing large amounts of repetition.
6 At certain points of his solo Coleman alludes to a ‘rhythm changes’ form (based on Gershwin’s “1 Got 
Rhythm”).
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considered that one of the prime reasons for this is the melodic interplay resulting from
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the bass playing.
Having chosen the Cherry solo in preference to the Coleman one, the next objective was 
to find methods of organisation in Haden’s accompaniment to Cherry’s solo.
A further reinforcement of the decision to use Cherry’s solo for analysis rather than 
Coleman’s is the fact that there has been considerable study of Coleman’s playing from 
this period but comparatively little of the other band members. Cherry and Haden (and 
indeed drummers Billy Higgins and Ed Blackwell), contributed immensely to the success 
of the ensemble and therefore their innovative styles are worthy of further study.
Aspects of Notation
Because traditional notation is unable to communicate significant aspects of jazz 
performance practice, most especially the interaction between ensemble members 
and the nuances of jazz articulation, the transcription of an improvised solo is 
merely a rough approximation of the original performance. (Cogswell, 1989: 32)
The author agrees with Cogswell regarding the difficulties notating all aspects of a jazz 
performance. This study has selected for analysis several elements that are able to be 
expressed through notation. To fully appreciate the subtleties and nuances of the 
improvisation one must refer to the original recording.
There was a consideration of whether of not to use a time signature when notating this 
segment. In Cherry’s solo Haden’s accompaniment creates a sense of 4 / 4 time in the 
opening bars. But as there is no designated form or adherence to any prearranged chord 
progression for the entirety of the solo, and because the length of phrases in Cherry’s solo 
vary considerably, it is impossible to know whether or not the musicians were actually 
thinking in 4 / 4 time.
7 Phrase One of the analysis provides an excellent example of Haden’s melodic interplay.
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If pulse was used, it was most often used in new ways. Coleman used a pulse but 
did not divide it into bar lengths by accenting or implying an accent on the first 
beat of every four. Often the music does fall into this pattern but this happens by 
chance rather than design. The music flows over a basic pulse with the accents 
falling freely rather than in accordance with some predetermined pattern. (Collier, 
1975: 72)
While the solo does have a sense of freedom of pulse, it is the author’s opinion that as a 
result of Haden’s opening statements, a feeling of 4 / 4 time stays with the listener 
throughout. This is the rationale for notating the transcription in 4 / 4 time.
Standard techniques of jazz analysis do not apply to this study as there is no standard jazz 
chord structure or form in the solo. However, some standard jazz terminology is used 
and this is clarified in the terminology section of the paper.
As Haden and Cherry predominantly based their improvisation around the key centre of 
Bb, for convenience the transcription is notated using a Bb major key signature. It could 
be argued that the closest stylistic concept that Haden and Cherry are using is modal 
(which contemporaries such as Miles Davis were exploring at this time). Modal music, 
however, dictates that the improvisation be played over the given mode (or modes) of the 
composition. It is the author’s opinion that in this case, Haden and Cherry chose to base 
their improvisation around the key centre of Bb as a result of exercising their harmonic 
freedom, rather than from being bound by the dictated harmony of a modal composition.
Analytic Process
This study aims to look at aspects of Haden’s accompaniment in relation to the soloist 
Cherry. It was necessary therefore to analyse Cherry’s playing to almost the same degree 
as Haden’s to understand the function of the bass.
Cherry’s approach in this solo is essentially a motivic improvisation. By its very nature 
motivic improvisation creates a strong sense of structure.
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In motivic improvisation one or more motives (but never more than a few) form 
the basis for a section of a piece. The performer varies -  in musical parlance, 
develops -  a motive through such processes as ornamentation (adding notes 
within and around the motive), transposition (restating the motive at a higher or 
lower pitch), rhythmic displacement (beginning it at a different point within the 
measure), expansion (stretching out its contour with larger leaps between notes), 
compression (flattening that contour with smaller leaps), augmentation (slowing 
down the speed of its individual notes), diminution (speeding up these notes), and 
inversion (turning the contour of the motive upside down).
Motivic improvisation was fairly unimportant during the first half-century of jazz, 
for this reason: until the advent of modal jazz and free jazz in the late 1950s, an 
improvisation was always expected to accord somehow with its theme; the theme 
was usually based on a harmonic scheme that changed chords at every bar or two 
(and sometimes every beat or two); and the improvisation itself often moved 
along quickly. (Kemfeld, 1995: 143)
The solo has been divided into fifteen Phrases. Where the Phrases do not appear obvious 
in the traditional sense, they have been segmented according to the above mentioned 
motivic ideas, or by an intuitive process of listening to the recording and finding natural 
places to divide the music up.
Once this template of Phrases was established, the bass was examined in relation to each 
segment.
The four areas of focus in the study are:
i. Note choice: The harmonic implications of Haden’s pitch selection.
ii. Line contour: There are three possible movements for two-part counterpoint:
Direct motion (where both voices move in the same direction i.e. both 
ascending or both descending).
Contrary motion (where the two voices move in opposite directions i.e. top 
line ascending and bottom line descending or vice versa)
Oblique motion (where one voice remains static while the other moves i.e. 
either ascends or descends)
iii. Intervallic Structure: What is the intervallic structure in Haden’s lines and how 
does this affect the music? Following is a generalised table of the sound of each
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interval based upon the interval’s own particular physical properties of sound 
waves and overtones:
Perfect fifth and octave -  open consonances 
Major and minor thirds and sixths -  soft consonances 
Minor seconds and major sevenths -  sharp dissonances 
Major seconds and minor sevenths -  mild dissonances 
Perfect fourth -  consonant or dissonant
Tritone (augmented fourth or diminished fifth) -  ambiguous, can be either 
neutral or restless
It is difficult to classify the tritone and the perfect fourth out of musical 
context. The tritone divides the octave at its halfway point and is the least 
stable of the intervals. It sounds primarily neutral in chromatic passages and 
restless in diatonic passages. The perfect fourth sounds consonant in 
dissonant surroundings and dissonant in consonant surroundings. (Persichetti, 
1961:13-15)
The movement of a perfect fourth in jazz bass playing is also indicative of 
common jazz chord progressions such as a II V I or III VI II V. 
iv. Interaction/Counterpoint: What effect do all these components have on the 
music? Are they subverting, supporting or embellishing Cherry’s solo? How are 
tension and release created?
At the beginning of each Phrase, the range of both trumpet and bass is stated. The lowest 
note of the bass and the highest note of the trumpet is also outlined to present an overall 
pitch range of each Phrase. The importance of range in relation to intervallic structure is 
discussed in the following quote:
If intervals are spaced more than an octave apart, the soft consonances (thirds and 
sixths) become richer; open consonances (octaves and fifths) and the consonant 
perfect fourth become stronger. Dissonances (seconds and sevenths) become less 
biting, yet more brilliant. The tritone, neutral in chromatic progressions, becomes 
more ambiguous and veiled; restless in diatonic progressions, it becomes even 
less addicted to resolution. (Persichetti, 1961: 17)
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Terminology
Q
b3 -  3 Movement: This is a device used frequently in jazz and blues based music. It 
involves approaching the major third of a dominant or major chord from the minor 3rd (a 
semitone below), as a means of creating a tension and release.
Anchor Note:8 9 When a specific pitch is played several times within a melodic line it 
creates a harmonic anchor for the listener, and is referred to as an anchor note. The 
anchor note is often the lowest or highest pitch of the line.
Bebop Scale: The bebop scale is a seven note scale (usually major, dorian or 
mixolydian), to which a chromatic step is added for the purposes of aligning metric 
accents. The result is an eight note scale that accommodates all four beats of a measure 
in 4 / 4 time.
Blue Note: This refers to a note from the blues scale inserted into a melodic line. Most 
commonly this is the flattened 5lh (#11) or the minor 3rd (#9) played over a major or 
dominant chord.
Blues Scale: This is a six note scale consisting of the 1st, b3rd, 4Ih, #4th, 5th and b7th scale 
degrees.
Chord Arpeggiation: This term is used when a soloist arpeggiates the notes within a 
chord, and predominantly occurs in bebop styled improvisation. This technique may 
omit one or more chord tones, and may begin on a pitch other than the tonic. Jerry Coker 
suggests five possible functions of this technique:
8
This term was sourced from Michael Cogswell and has been adapted for this analysis.
9 This term was devised specifically for this analysis.
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[1] as a phrase that helps place the ear of the improviser into the exact structure 
and sound of a chord which sometimes ensures the effectiveness and accuracy of 
a more melodic phrase to follow; [2] as a means to learn, during practice, the 
sound of each chord in a sequence or progression of chords; [3] as pick-up notes 
into a melodic phrase; [4] as a means of making the sound of a chord clear to an 
audience; and [5] as a means of communication or reinforcement for other band 
members of the group, in the event that one or more members lose their place in 
the progression or the form of the tune. (Coker, 1991: 1)
In the case of this analysis, Coker's function number 4 is the most relevant definition of 
chord arpeggiation. In this improvisation it is also used as a means of creating a chord 
where one doesn’t exist or restating the tonal centre after a harmonically ambiguous 
passage.
Counterpoint Contour:10 This term is used to describe how the individual contours of 
Haden’s and Cherry’s lines combine to create direct motion, contrary motion or oblique 
motion (see “Methodology” section).
Cyclic Quadruplet: * 11 This is a melodic pattern of four consecutive notes of equal 
rhythmic duration in which the first and fourth notes are the same note. A cyclic 
quadruplet is usually executed with quavers, however, in this analysis the device also 
occurs with crotchets within Haden’s walking bass lines. During a Tree’ improvisation 
such as this, this melodic device creates a feeling of structure. It is most commonly 
associated with the bebop scale and is one of the most frequently used patterns in 
contemporary improvisation.
Harmonic Unity: This term is used when Haden is stating a specific harmonic tonal 
area or chord, and Cherry is playing in direct relation to that -  using chord tones or scale 
tones from that particular harmonic centre.
10 This term was devised specifically for this analysis.
11 This term is attributed to James Riggs.
12 This term was devised specifically for this analysis.
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Inverted Wave Contour: This has the same properties as a wave contour (see below) 
but it has a descending then ascending shape.
Major Pentatonic Scale: A five note scale consisting of the 1st, 2nd, 3rd, 5th and 6th 
degrees of a major scale.
Pitch Unity: When the same pitch is sounded by both bass and trumpet within 3 beats 
or less this will be referred to as pitch unity, and seen as a form of cohesion during the 
improvisation.
Pivot Note: 14 The rhythmic note valuation of Cherry’s improvisation consists 
predominantly of quavers and quaver triplets (with minor variation). Any rhythmic value 
of a crotchet or greater is deemed significant as these are harmonic resting points during 
the solo, and is referred to as a pivot note. These will be marked ‘PN’ where they are 
discussed.
Sawtooth Contour/Phrase:15 A sawtooth contour is when the melodic line ascends then 
descends (or vise versa) repeatedly within a short rhythmic time frame, creating a 
‘jagged-looking’ contour.
Tritone Substitution: This refers to the insertion in a progression of a chord whose tonic 
is a tritone away from the tonic of the chord for which it substitutes. The improviser may 
play a tritone substitution melodically with or without the same modification of the 
accompanying harmony. This technique is most often used to create harmonic tension.
Wave Contour:16 A wave contour is constructed with either diatonic or chromatic tones 
in an ascending then descending shape. This type of contour usually appears as a series 
of notes in rapid succession.
13 This term was devised specifically for this analysis.
14 This term was devised specifically for this analysis.
15 This term was sourced from University of Sydney Jazz Analysis seminar notes.
16 This term was sourced from University of Sydney Jazz Analysis seminar notes.
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Analysis
Ph rase One
Phrase One is nine bars long. The range span of the bass is one octave plus a minor 2nd. 
The range span of the trumpet is one octave plus a major 3rd. The lowest note of the bass 
is Bb(l). The highest note of the trumpet is D(5). The range span between the bass and 
trumpet is three octaves plus a major 3rd. Phrase One introduces the tonality of the solo 
and rhythmically sets up a feeling of 4 / 4 time which remains throughout the solo.
Figure 1: The Face o f  the Bass. Phrase One, Bars 1-9
In bars 1-4 the interplay between the bass and the trumpet is of direct contrast. The 
trumpet provides a harmonically strong outline of Bb tonality whilst the bass pedals an A 
natural (the 7th degree of the scale) implying a V chord pedal, and thus creating tension. 
Cherry is developing a rhythmic motive with metric shifting, implying 3 /4  time over the 
4 / 4  time which Haden is clearly stating by playing a semibreve every four beats. The 
counterpoint contour between bass and trumpet in these first 4 bars creates oblique 
motion.
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Bars 5-9 begin with Cherry playing a sawtooth figure with Bb as the top anchor note. 
Haden begins to ascend scalically in Bb, playing minims, which become dotted crotchets 
and finally crotchets. Cherry eventually plays a descending motif which is embellished 
as it is repeated and ends with a blue note with a strong resolution to Bb. Haden’s 
ascending scalic line becomes chromatic as he starts to walk under Cherry’s final figure. 
Haden moves to an intervallic approach playing the intervals of a 4th and a 5lh. The notes 
chosen here are D G C -  hinting towards a III VI II V resolution to Bb.
Under Cherry’s final note Haden plays a C up to a D creating a sus 2 - 3  resolution.
The overall feeling of Haden’s playing in Phrase One is that of a rhythmic diminution 
and an ascending contour. This causes a building of tension and sets up an expectation, 
and the intervallic nature of the final bar makes the listener feel they’re about to 
encounter the expected resolution. Instead, in bar 9 he chooses to outline an Eb major 
sound (the IV chord) by playing Eb F G Bb from the Eb major pentatonic scale. The IV 
chord has a feeling of tension and wants to move somewhere; therefore Haden has kept 
the forward motion by not committing to the tonal centre.
Phrase Two
Phrase Two is twelve bars long. The range span of the bass is one octave plus a perfect 
5th. The range span of the trumpet is one octave plus a perfect 4th. The lowest note of the 
bass is C(2). The highest note of the trumpet is F(5). The range span between the bass 
and trumpet is three octaves plus a perfect 4th. Phrase Two sees Cherry introduce a motif 
which he develops and reworks four times, providing a strong platform from which 
Haden is able to vary the intervallic structure and implied harmony quite considerably.
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Cherry begins bar 10 with a chord arpeggiation. This creates a sense of release after the 
tension built in Phrase One. Haden plays this opening statement in an almost identical 
wray and follows the line contour of Cherry, creating direct motion. The bass is also 
offering intervallic support in this bar by playing a similar interval structure to Cherry.
Haden plays a tritone substitution in bar 10 and proceeds to outline a C7 chord (with no 
3rd). Cherry's pivot note combines with this to allude to a C ll chord. Bar 12 is 
predominantly a descending scalic pattern from Cherry, moving towards the motif 
mentioned previously. Haden continues to offer contour support w7ith direct motion, 
although he plays the interval of a perfect 5th momentarily creating a strong feeling of D. 
He then changes direction and begins to move in contrary motion, maintaining large 
intervals, moving up a 4lh to G and then a major 6th to E natural. He continues his tension 
building contrary motion under the motif, although he now moves to chromatic notes, 
playing F F# G. This is Hadeirs highest note in the accompaniment and creates a mild 
dissonance under Cherry's pivot note of F.
Haden then drops down a minor 6th to B natural, which creates the harmonic implication 
of G7 (when combined with the trumpet’s pivot note of F). From the B natural the bass 
then moves up to a C and then an E. This outlines the sound of C major creating a sense
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of chords moving around the cycle of fifths, which continues as Haden moves to an F. At 
this point Cherry begins to play an ascending and chromatically embellished chord 
arpeggiation before revisiting the original motif.
Haden continues to create tension by changing direction and applying contrary motion 
against this figure. In bar 16 he descends using an F7 bebop scale until reaching C 
natural, at which point he moves down a tritone and then plays a cyclic quadruplet in F. 
Cherry is playing a variation on the motif in this bar -  a descending F triad. At this point 
in the solo there is strong harmonic unity. Once again Haden has set up the expectation 
of a V chord wanting to resolve to Bb.
Instead of resolving to Bb as expected, in bar 17 Haden maintains the tension by again 
moving to the IV chord Eb, (as in Phrase One bar 9), and playing a cyclic quadruplet: Eb 
G F Eb. Cherry has moved into what appears to be a G tonality.
In bar 18 Haden plays the perfect 5Ih interval G C and then climbs scalically (D Eb). 
Cherry is playing a variation on the motif -  descending C B G. Again this combination 
brings strong harmonic unity, implying the chord sound C minor major 7. In bar 19 pitch 
unity occurs with the note D being sounded by both instruments within a quaver rhythmic 
difference. This provides the listener with a sense of cohesion. Bar 19 also sees Haden 
move to playing more open sounding larger intervals giving the illusion of chord 
movement.
In bar 20 Haden plays an ascending major 3rd in G (G to B) and then plays down a C Bb, 
and resolves to an A in bar 21. This Bb to A movement has a strong leading tone 
tendency insinuating a II V progression (Cm7 F7). Haden then plays a rhythmic 
anticipation on F and remains for two beats, reinforcing the F chord sound. Cherry is 
playing his final variation of the motif, which is a descending C triad. The final note of 
Phrase Two from Cherry is a C, on the last two beats of bar 21. This creates a perfect 5lh 
between the two instruments -  an open consonant and the strongest sound of harmonic 
unity.
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Phrase Three
Phrase Three is three bars long. The range span of the bass is a major 71 . The range 
span of the trumpet is a major 7lh. The lowest note of the bass is G #(l). The highest note 
of the trumpet is Bb(4). The range span between the bass and trumpet is three octaves 
plus a major 2nd.
m
In bar 22 Cherry plays a descending line that outlines a C mixolydian scale with a pivot 
note landing on D. He goes on to play in the same tonality in bars 23 and 24, but 
introduces a sawtooth contour, and finally finishes on the note B.
Haden plays an inverted wave contour which spans bars 22-24. and provides contrast to 
the mixed contours of Cherry's line. Haden begins with a descending chord arpeggiation 
of the notes G Eb C A. This could suggest an Am7b5 chord, but after the strong 
emphasis on F in the previous two bars, it produces a sound closer to 9 7 5 3 on an F7 
chord.
In bar 23 Haden momentarily resolves the harmony to Bb, although the resolution is 
lessened somewhat by Cherry’s strong emphasis on the 3rd and 5th of the C7 sound he is 
working with. Haden immediately implies Bb7, playing the note G# (Ab). This falls 
under Cherry’s pivot note of D natural and creates the restless interval of a tritone. 
Haden climbs chromatically back to A natural and finishes the bar as it started -  on a Bb, 
creating a cyclic quadruplet. In bar 24 he ascends while outlining C minor and creates 
contrary motion against Cherny’s descending phrase.
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Phrase Four
Phrase Four is nine bars long. The range span oi the bass is a minor 7'*1. The range span 
of the trumpet is one octave plus a perfect 5lh. The lowest note of the bass is C(2). The 
highest note of the trumpet is F(5). The range span between the bass and trumpet is three 
octaves plus a perfect 4lh
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Cherry’s line in bar 25 begins with chromaticism and alludes to a sawtooth contour. 
Haden starts bar 25 with the leading tone Bb descending to A, and because he has 
outlined Cm in the preceding bar (Phrase Three bar 24), this implies the harmony Cm7 to 
F7. He then confirms the movement by playing the note F. Haden has opted for a two 
bar inverted wave contour to begin this section. Within this wave contour he plays the 
notes Eb F G Eb down to C and back up to G, which is a return to the sound of C minor.
In bar 26 Cherry begins a long ascending line and within this he plays the chromatic note 
F# twice. One and a half beats later Haden plays two crotchets on Gb (F#) bringing a 
sense of pitch unity to the listener.
??
Cherry starts to introduce a more syncopated approach. Up until now he has 
predominantly been playing quavers, with occasional pivot notes. Haden is still working 
with the F# tonality and plays a b3 -  3 movement, resolving back to F#. Cherry, 
continuing his syncopated rhythm, is ascending chromatically, and Haden’s F# chord 
becomes the dominant tonality.
At the end of bar 28 Cherry introduces the triplet rhythm for the first time in his solo, and 
also introduces semi quavers in a descending line that includes a mix of chromatic and 
scalic movement. It is interesting to note that during the increased rhythmic activity from 
Cherry, Haden decreases his harmonic rhythm by playing two crotchets on each pitch, 
providing more time for the listener to hear a pitch centre. It is, however, a false sense of 
security, as Haden maintains harmonic ambiguity by playing large angular intervals that 
don’t commit to any chord sounds or key centre.
There is a moment of harmonic interest at the beginning of bar 30 with Cherry playing 
the pivot note F and Haden playing the note A, creating an inverted major 3rd and briefly 
outlining the chord F. There is a recurrence of this inverted major 3rd at the end of bar 31 
with both Haden and Cherry emphasising the notes D and Bb respectively. This, 
amongst the ambiguous movement of Haden, implies in essence the movement of 
dominant resolving to tonic (F resolving to Bb).
In the last two bars of Phrase Four (bars 32 and 33) Haden is playing a wave contour 
against Cherry’s mixed contour approach. Cherry’s line contains large descending and 
ascending intervals, chromaticism, and rhythmic variation employing crotchets, quavers, 
triplets and minims. During this phrase, Haden adds to the tension created by breaking 
away from his thus far rigid 4 / 4  feel, playing anticipated quavers and larger interval 
structures. Cherry plays the note D as the final note of this phrase. Haden is playing the 
notes F D and Bb under Cherry’s D, signaling a strong resolution to Bb major in both the 
trumpet and bass parts.
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Phrase Five
Phrase Five is eight bars long. The range span of the bass is two octaves plus a minor 3rd. 
The range span of the trumpet is one octave plus a perfect 5th. The lowest note of the 
bass is E(l). The highest note of the trumpet is F(5). The range span between the bass 
and trumpet is four octaves plus a minor 2nd.
f \
TRUMPET
D k ii
pk .z j x r ^  > 2 ! r t  ~  ^  i- m
SPLIT !
r f  if  t  f  f
In bar 34 Cherry begins a motif using a figure already stated in Phrase Four bar 32. It 
begins with a descending octave displacement on the note F, then moves chromatically 
down a semitone to an E and back up to an F. The figure then jumps up a major 6th and 
continues with a rotation, leading into a variation of the stated motif. In bar 34 Fladen 
follows Cherry’s contour creating direct motion, and is playing a cyclic quadruplet. He 
also executes the notes F to E. Due to both musicians playing a sequence, the pitch unity 
provided by both musicians playing F to E, and the counterpoint being direct motion, the 
opening statement of Phrase Five is one of great cohesion.
In bar 35 Haden changes the intervallic structure of his walking line from stepwise 
motion to the more open sound of larger intervals. He starts with a minor 3rd from C to 
Eb. and then jumps up a perfect 5th to a Bb before playing a tone up to a C. This bar is a
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chord arpeggiation of Cm7, and occurs under Cherry’s variation of the melodic sequence 
stated in bar 34, which is centered around the note Eb with a small amount of chromatic 
embellishment. Harmonically this is reaffirming Haden’s Cm7 chord.
In bar 36 Cherry plays an answer to the motif he has developed in bars 34 and 35. It is a 
cyclic quadruplet starting on the note D and descending a major 6th to the anchor note F 
for two eighth notes before jumping back up to the note D. He then moves scalically 
down a Bb major scale from C in quavers, before coming to rest on the pivot note Bb at 
the beginning of bar 37. In bar 36 Haden is offering contrast by playing contrary motion. 
Pitch unity exists as Haden begins this bar with the note F which is restated by Cherry 
(the previously mentioned anchor note). Haden then makes the leap of a tritone up to a 
B, which also creates a tritone interval between the two instruments, before moving up to 
a C. At this point more pitch unity is created as Cherry begins his descending line also 
on the note C.
Under Cherry’s pivot note Bb at the beginning of bar 37, Haden plays the note C creating 
a mild dissonance before moving up a major 3rd to E natural. He then moves down to a D 
and up a 4lh to G natural. This sequence outlines 1 3 2 5 from the C major pentatonic 
scale. Cherry is restating the motif from bar 34 and very clearly outlining the tonic chord 
Bb by use of the Bb major pentatonic scale and chromatic embellishment. The combined 
harmonies of this bar create the polytonality of Bb major over C major. The dissonance 
of this harmony creates a mild tension.
In bar 38 Cherry is reworking the motif again, and increasingly is using rhythmic value 
rather than intervallic structure as the predominant feature. He begins on the note Bb and 
proceeds in sawtooth contour. This bar contains non chord tones by including the notes 
Ab and E natural. Under Cherry’s opening note of bar 38 Haden plays an F, creating the 
open sounding interval of a perfect 4th. This also strengthens the sense of Bb major 
(being the 5th and root). He then moves chromatically down to an E natural back up to 
the F and then plays two quavers on the notes E natural and Eb, anticipating the next bar. 
Although the chromatic note E is used as a passing tone in this bar, it occurs twice in both
25
instrument parts and could be considered to create a sense of pitch unity. Contour 
support also exists, provided by the fact that they are both playing a varied sawtooth 
contour.
In bar 39 Cherry plays the pivot note F, followed by a crotchet rest and then another pivot 
note Bb. The bar is then completed with two quavers sounding the notes F and D. His 
note choice in this bar outlines the triad Bb major, providing a strong resolution after the 
tension in the previous bar. Haden has begun bar 39 with the anticipated Eb, then moves 
down a tritone to A. He then plays crotchets C and Bb on beats 3 and 4. Here Haden’s 
note choice could be interpreted as a F7 bebop scale coming to resolution momentarily on 
beat 4 of bar 39. He then moves back to the F (dominant) chord sound by playing the 
chord arpeggiation A(3) C(5) D(6,13) G(9) A(3).
In bar 40 Cherry plays a wave contour using an Eb minor scale finishing on the note F. 
This sound of Eb minor, combined with the F chord Haden is playing, gives the 
collective sound of F7 altered. Haden then continues to affirm the sound of F by playing 
the cyclic quadruplet A Bb C A in bar 41. The sound of F altered is one of tension -  
wanting to resolve, even though harmonic unity exists as the sound occurs in both
4instrument parts.
Phrase Six
Phrase Six is eight bars long. The range span of the bass is one octave. The range span 
of the trumpet is one octave plus a major 7th. The lowest note of the bass is B( 1). The 
highest note of the trumpet is A(5). The range span between the bass and trumpet is three 
octaves plus a minor 7th.
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Cherry begins his line in bar 42 with a low F. He plays a wave contour spanning two 
bars and peaks in a high register. This line contains a mixture of scalic, intervallic. and 
chromatic note choice which creates tension. Haden also begins on the note F providing 
a brief point of pitch unity. His line starts with consonant and open sounds in bar 42 but 
he quickly responds and adds to the tension created by Cherry by playing a second 
inversion F# chord with a b3 -  3 movement.
In bar 44 Haden continues with the F# tonality by playing an F# on beat 1 and beat 2. 
Cherry plays quavers of C Db Bb Ab. These notes against the F# bass are #11 5 3 9 
sounding the colourful chord F#(#l T)add 9. This harmonic unity is only momentary as 
both Haden and Cherry move simultaneously away to other tonal areas. Cherry chooses 
to outline F major and Haden plays the notes of a G major triad moving the sound to an 
ambiguous polytonality. The counterpoint contour in bar 44 is contrary motion.
In bars 46-49 Cherry clearly outlines a tonal centre of Bb. He begins bar 46 with the 
pivot note Bb. He then plays a predominantly ascending chord arpeggiation, before 
moving to a descending scalic line outlining Bb7. Bar 48 sees a continuation of this line 
with a slight sawtooth contour and a strong resolution to the chord tone Bb in bar 49.
27
The overall feeling of these four bars from Cherry is similar to that of traditional bebop as 
the line is heavily quaver orientated.
Haden's playing in bars 46-49 provides direct contrast to Cherry's. In bar 46 Haden 
plays a sawtooth contour with harmonically ambiguous note choice. In bar 47 he 
reintroduces the device previously mentioned in Phrase Four bars 29-31. He repeats each 
pitch on consecutive crotchet beats, which adds weight to his harmonic ambiguity. His 
non-committal to a tonal centre promotes forward motion in contrast to Cherry's resolved 
phrase.
Phrase Seven
Phrase Seven is four bars long. The range span of the bass is a minor 7th. The range span 
of the trumpet is an octave plus a minor 3rd. The lowest note of the bass is C(2). The 
highest note of the trumpet is Ab(5). The range span betw-een the bass and trumpet is 
three octaves plus a minor 6th.
Figure 7: The Face o f the Bass. Phrase Seven, Bars 50-53
Cherny opens Phrase Seven with a pick-up note of G into a rhythmic and melodic 
sequence in bar 50: he plays a crotchet Ab followed by triplet quavers of G, ghost note, 
G, then repeats this; and then lands on a crotchet G in the first beat of bar 51, followed by 
a dotted minim G on beat 2. These opening two bars have a mild sawtooth contour but in 
essence the effect is static. Haden plays a cyclic quadruplet of C D Eb C in bar 50, and 
then moves this up a tone in bar 51 to play D Eb F D, creating a melodic sequence. His
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note choice clearly suggests C minor, and Cherry’s note choice hovers around the flat 6th 
of this key, and predominantly features the 5th.
The fact that both parts are playing sequences, that both parts are suggesting the key of C 
minor, and the inclusion of cyclic quadruplets all combine to create a strong sense of 
structure in these first two bars. However Haden’s line has an overall ascending 
tendency which contrasts with the static nature of Cherry’s line, creating the interesting 
effect of oblique motion.
In bars 52 and 53 Cherry’s phrase is a wave contour. It begins on a low F, moves up to a 
high G and comes to rest on the pivot note E natural. It contains a mixture of scalic, 
intervallic and chromatic ideas, it is harmonically ambiguous and creates tension.
Haden also plays a wave contour creating a counterpoint contour of direct motion. He is 
providing contrast to Cherry’s line as his note choice is predominantly from the Bb major 
scale. Haden is moving in stepwise motion in these two bars which adds another point of 
contrast.
Ph rase Eight
Phrase Eight is 9 bars long. The range span of the bass is two octaves. The range span of 
the trumpet is one octave plus a perfect 5th. The lowest note of the bass is G(l). The 
highest note of the trumpet is Bb(5). The range span between the bass and trumpet is 
four octaves plus a minor 3rd.
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In bars 54 and 55 Cherry reworks the motif stated at the beginning of Phrase Seven (bar 
50). Haden opts again for strong chordal sounds as he did in Phrase Seven bars 51-52, 
although he does not repeat his sequential approach. He begins with chord arppegiation 
outlining a second inversion G minor chord in bar 54 and then moves to a C minor 6 
chord in bar 55. These opening two bars provide the listener with a strong sense of 
structure, with Cherry restating an established motif and Haden clearly outlining the 
movement of a minor chord and moving up a fourth to another minor chord. Bar 54 sees 
a sawtooth contour from both instruments creating a feeling of direct motion between the 
two.
In bar 56 Cherry stays within the same tonal area as the motif but starts to play a stream 
of quavers. In bar 57 he plays an inverted wave contour containing chromaticism. This 
bar is finished off with three quaver triplets on the notes F# G A. In these same two bars 
Haden creates the strong feeling of a V I resolution in C minor. But instead of settling on 
the C minor chord he instigates the feeling of movement by rising chromatically upward 
towards the note F.
Bar 58 starts with a pivot note Bb from Cherry. Under this Haden plays an F creating the 
interval of a perfect 4th. Cherry is playing a fast passage with contour direction changing
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often, and is beginning to become harmonically ambiguous. Haden is providing a direct 
contrast by implying traditional chord movement, and a gradually ascending contour.
Cherry continues to build tension by playing a mixture of scalic, chromatic and intervallic 
lines of mixed contour. At bar 59 Haden starts to add tension to his line. He implies that 
he is going to play a C on beat 1 and instead delays it by a beat, approaching the expected 
tone from a semitone below. He then states the C for two beats confirming the arrival of 
the expected sound and drops down to the 5lh (G) and the tritone (Gb), setting up and then 
confirming an expected return to F. He plays an ascending tritone, moves to the 5th (C), 
and up to the E natural providing a chromatic leading tone back up to the F.
The strong tendency towards the chord F provides opportunity for Cherry to embellish, 
and Haden is also adding to the tension at this point with his use of chromaticism and 
larger intervallic structure. In bar 61 Cherry plays a bebop style phrase with 
chromaticism, in the key of Bb and resolves in bar 62 with a Bb note. Haden doesn’t 
offer a resolution to support Cherry, instead he chromatically moves up to a G and 
implies the movement of major chords moving around the cycle of fifths. This provides a 
strong feeling of momentum and keeps the energy of the music up.
This Phrase, like Phrase Seven, sees Haden clearly outlining chord progressions common 
to the jazz listener. Coupled with Cherry’s strong motivic development at the beginning 
of the Phrase, this creates a structural feeling strong enough to sound like it is a 
composed piece. This established, Cherry is now able to move away from the motivic 
idea and build tension on top of Haden by playing in a more ‘stream of consciousness’ 
style.
Phrase Nine
Phrase Nine is two bars long. The range span of the bass is one octave plus a minor 3rd. 
The range span of the trumpet is an octave plus a major 2nd. The lowest note of the bass
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is C(2). The highest note of the trumpet is F(5). The range span between the bass and 
trumpet is three octaves plus a perfect 4lh.
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Figure 9: The Face o f the Bass. Phrase Nine. Bars 63-64
Cherry begins Phrase Nine with the pivot note F. He plays the descending chromatic 
notes F E Eb, from the F7 bebop scale and then drops down the interv al of a minor 7lh to 
the anchor note F which is sounded twice. The bar is then completed with an ascending 
major 6th interval landing on the D.
In bar 64 Cherry descends from C using the F7 scale, and finishes this Phrase by playing 
the interval of a perfect 4th and then down a tone to land on the pivot note Eb.
Under Cherry’s pivot note in bar 63, Haden plays an Eb creating the mild dissonance of a 
major 2nd. After the Eb, Haden then plays D C A in bar 63 which creates a chord 
arpeggiation in F7 (b7 13 5 3). This provides harmonic unity, creating a sense of 
structure. The music however contains tension and forward motion as the F7 (V chord) 
provides a feeling of wanting to resolve.
In bar 64 Haden reinforces the V chord sound with the note F before changing the 
intervallic structure from that of scalic movement to larger intervals, and while he is still 
playing notes from the F7 scale he now chooses non chordal tones. The effect is a more 
open sound and slightly diminishes the need to resolve.
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Phrase Ten
Phrase Ten is seven bars long. The range span of the bass is one octave plus a tritone. 
The range span of the trumpet is an octave plus a major 7lh. The lowest note of the bass 
is E( l). The highest note of the trumpet is C(6). The range span between the bass and 
trumpet is four octaves plus a minor 6th.
In bars 65-67 Cherry plays a chord arpeggiation with chromatic embellishment in the key 
of Bb. His line is an inverted wave contour until beat 2 of bar 66 when he then ascends 
toward a high C. Haden in these three bars is ascending gradually thus creating contrary 
motion briefly, but the predominant counterpoint contour is direct motion. Haden is also 
doubling his notes through these three bars, as in Phrase Four. His note choice at this 
point is C C Eb Eb F F A A, creating the haunting sound of C minor 6 against Cherry’s 
Bb tonality. Cherry plays two pivot notes (D and Eb) in bar 66. Underneath these Haden 
is playing an F and G creating the consonant sounding intervals of a major 6lh moving to 
a minor 6th.
In bar 68 on beat 2 Cherry drops down the interval of a major 7th, from C to the pivot 
note Db -  a blue note amongst his Bb major tonality. This turns into the beginning of a
diminished ascending run creating an ambiguous sound. Under the pivot note Db Haden 
plays the notes F down to C, the C creating the dissonance of a minor 2nd. Haden 
continues on to play an A, and in bar 69 plays C C F which clearly outlines an F triad. 
The return to the F sound provides a contrast to Cherry’s tension building phrase.
Haden is playing a wave contour through bars 68-69 thus creating a predominant 
counterpoint contour of direct motion.
At this point Haden seems to suddenly change key, playing notes that predominantly 
outline A major. The anchor note A occurs on beats 2 and 4 of bars 70 and 71 and on 
beat 2 of bar 72. Cherry starts his phrase on Ab and then plays an undefined (ghosted) D, 
but then falls into harmonic alignment with Haden by playing the notes Db G A and the 
pivot note E, outlining an A7 chord.
In bar 71 Cherry plays C and Eb which are the tension notes #9 and #11 against the A 
chord. In bar 72 he plays the note G up to the tension note F (the bl 3). On beats 3 and 4 
he plays D Eb D, the last being a pivot note. Haden plays the note G on beat 3 of bar 72 
which provides pitch unity with Cherry’s first note of this bar, and then on beat 4 plays a 
D providing more pitch unity with Cherry’s note selection.
In this Phrase Haden and Cherry have moved into a new tonal area simultaneously. This 
provides great interest in the music, as up until this point the improvisation has been 
centered around the key of Bb. The structure that is provided through both musicians 
arriving at the same new tonal area at the same time, is so strong that it almost gives the 
sense of a predetermined form.
Phrase Eleven
Phrase Eleven is six bars long. The range span of the bass is one octave plus a minor 7th. 
The range span of the trumpet is one octave plus a minor 2nd. The lowest note of the bass
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is E(l). The highest note of the trumpet is A(5). The range span between the bass and 
trumpet is four octaves plus a perfect 4th.
In this Phrase Cherry takes a more sparse approach and chooses to play three statements, 
each of increasing length. Haden begins bar 73 by introducing a D tonality with a strong 
V I sound (notes A D) although it is ambiguous, as he plays the fourth (G) chromatically 
up to the fifth rather than committing to a third of some description. He does briefly 
allude to an A chord in bar 74 with the opening two notes A C#, before reintroducing the 
ambiguity with the notes D and G.
Cherry’s first statement takes place on beat 4 of bar 73. He plays the notes F# G# and the 
pivot note A. These notes could be perceived as 6 7 1 in the key of A or 3 #11 5 in the 
key of D. Either way they provide a strong sense of harmonic unity with Haden’s 
implied tonal centres. The counterpoint contour during this statement is direct motion.
Cherry’s second statement begins on beat 2 of bar 75 with a triplet rhythm. His note 
choice is centered around the sound D G A with chromatic embellishment. Under this 
Haden plays a descending chord arpeggiation of 1 b7 4 3, outlining an A7. This also 
features the tension-release sus 4 - 3  movement. In bar 76 Cherry completes his second
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statement with the pivot note A. Haden plays a D under this pivot note creating the 
strong open consonance of a perfect 5th. The counterpoint contour of this section is 
predominantly contrary motion.
Haden then goes on to play the notes G A Bb B. This outlines the sound of a G major 
tonality with the chromatic b3 -  3 movement. He also chooses to vary his rhythmic 
approach in this bar by playing these notes in a syncopated fashion. This could be due to 
the space provided by Cherry in this bar.
In bar 77 Cherry plays chromatically from an F# up to an A in a triplet rhythm. He then 
moves down to a D. This strongly suggests a D chord. He then plays the notes G# A G# 
and Eb, adding the colours #11,5 and b7 to the D sound. His final note in this statement 
is an F, the #9 of D. In bar 77 Haden plays the notes B G A F which (due to his note 
selection in bar 76) sounds like 3 1 2 b7 of G7. Although there is tension occurring due 
to the polytonality, the fact that both Haden and Cherry are making definite harmonic 
statements rather than playing ambiguously does create a feeling of structure.
Both Haden and Cherry are playing a sawtooth contour in bar 77 creating a unified 
tension. Haden is again given some space through Cherry’s sparse phrasing, and plays 
the syncopated notes D C and then down to the low E.
Although rhythm is not a large focus in this analysis it is interesting to note Haden’s 
repeated use of the same rhythmic figure in bars 76 and 78. In these particular bars 
Cherry only plays on beat 1 which leaves the attention on Haden for the remaining 3 
beats of each bar. The repeated rhythm adds another layer of structure to this phrase.
Phrase Twelve
Phrase Twelve is seven bars long. The range span of the bass is one octave plus a perfect 
5th. The range span of the trumpet is an octave plus a minor 2nd. The lowest note of the
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bass is F(l). The highest note of the trumpet is Db(6). The range span between the bass 
and trumpet is four octaves plus a minor 6th.
Figure 12: The Face o f the Bass. Phrase Twelve. Bas 79-85
Cherry starts Phrase Twelve with a pick up into bar 79. This pick up begins on the blue 
note Db and is played with a quaver triplet rhythm. This Db denotes the beginning of a 
descending chord arpeggiation in Bb containing the colour notes #9 b7 #11 and 13. In 
bar 79 Haden ascends chromatically from F to F# and then makes the leap of a perfect 4lh 
up to a B which he plays on beats 3 and 4. This leap to B creates an ambiguous harmonic 
sense which is confirmed by the repetition of the note. The counterpoint contour in this 
bar is the contrasting sound of contrary motion.
Cherry plays the pivot note F on the first beat of bar 80. Haden begins this bar with the 
note A. The interval thus created suggests an F chord with Cherry on the root and Haden 
on the 3rd. Haden goes on to confirm this sound by playing a chord arpeggiation in F, 
with the notes A C D Eb, and the note F on beat 1 of bar 81. Cherry is ascending, 
creating tension over this bar but is slurring up to notes, making a more textural 
soundscape than a definite harmonic statement. This approach continues into bar 82 
although with larger intervals incorporated into his line.
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Haden is staying within the F tonality in bars 80-81 which offers contrast to Cherry and 
brings solidity to this passage. It also signifies a move back to the original Bb key area. 
In bar 82 we come to the pivot note D from Cherry. Under this Haden plays a C which 
creates a mild dissonance between the two instruments, and he then moves on to outline 
very clearly a C minor chord.
Bar 83 sees Cherry continuing with his textural soundscape approach although the 
rhythmic values have diminished considerably and there is a strong emphasis on 
syncopation. Under this ambiguous approach of Cherry’s Haden is continuing to add 
contrast and structure by implying the feeling of chord movement. He walks up the first 
three notes of a C minor scale and continues chromatically up to an F (this is a common 
device for bass players when moving between chords placed a 4Ih apart).
He then continues to ascend chromatically, building tension within his line and moves 
back to a more scalic approach in bar 85, playing the notes A Bb C. This is followed by a 
descending minor 6th interval to reach E natural, which acts as a chromatic leading tone 
into the F he plays at the beginning of Phrase Thirteen.
Phrase Thirteen
Phrase Thirteen is four bars long. The range span of the bass is one octave plus a perfect 
5th. The range span of the trumpet is an octave plus a major 3rd. The lowest note of the 
bass is C(2). The highest note of the trumpet is E(5). The range span between the bass 
and trumpet is three octaves plus a major 3rd.
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Figure 13: The Face o f  the Bass. Phrase Thirteen, Bars 86-89
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Cherry begins Phrase Thirteen by playing a strong ascending rhythmic statement 
outlining Cm7, but immediately dissipates this chord sound and creates tension by 
playing the notes E A E in a descending fashion. Under this Haden plays an F chord 
arpeggiation. The counterpoint contour here is direct motion.
In bars 87 and 88 Cherry revisits the textural soundscape idea of Phrase Twelve bar 83. 
Under this Haden's note choice does not exactly move away from the F chord (of bar 86) 
but is harmonically uncommitted. In bar 88 he then jumps from the C up a perfect 5th and 
then a perfect 4th before ascending up C D Eb G outlining a C minor sound. The Cm7 to 
F7 sound seems to be a predominant feature of the last few Phrases. The final two notes 
from Haden in bar 89 are C and E natural creating a shift in tonality.
Phrase Fourteen
Phrase Fourteen is four bars long. The range span of the bass is one octave plus a perfect 
4th. The range span of the trumpet is one octave plus a major 3rd. The lowest note of the 
bass is C(2). The highest note of the trumpet is D(5). The range span between the bass 
and trumpet is three octaves plus a major 2nd.
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Figure 14: The Face o f  the Bass. Phrase Fourteen, Bars 90-93
Cherry begins bar 90 with an anticipated Bb pivot note followed by another pivot note Bb 
on beat 2, and a third pivot note of F on beat 3. Over the first three bars of this Phrase his 
note choice is very diatonic to the key of Bb. with a slight blues flavour due to the
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inclusion of a blue note at the end of bar 91. This provides a release from his textural 
tension in the previous phrases.
In bar 90 Haden plays the notes F Eb D which feel like the scale degrees 5 4 3 in Bb 
underneath Cherry's statement of the root (Bb) and 5th (F). Haden's final note of A in 
this bar signals his departure from the scalic approach and produces a tension note against 
the key centre. In bar 91 Haden shifts tonalities and plays the notes G D C E outlining a 
C major chord using notes from the pentatonic scale. His note choice of C falls under 
Cherry's pivot note of the same pitch providing pitch unity in an otherwise polytonal bar. 
The predominant counterpoint contour in these two bars is contrary motion.
Cherry completes his line in this Phrase playing pivot notes of F on beat 1 and beat 2 of 
bar 92. Linder these notes Haden plays two F#s creating a sharp dissonance and again 
moving tonalities. He follows this by playing two G#s and then an A followed by an A 
bent sharp -  almost a Bb. This is then followed by a return to two F#s. This last 
statement from Haden outlines the chord F# major -  a chord far removed from the tonal 
centre, creating tension.
Phrase 15
Phrase Fifteen is five bars long. The range span of the bass is one octave plus a major 
2nd. The range span of the trumpet is an octave plus a major 6th. The lowest note of the 
bass is A(l). The highest note of the trumpet is G(5). The range span between the bass 
and trumpet is three octaves plus a minor 7th. Phrase Fifteen is the final phrase of 
Cherry’s solo.
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Figure 15: The Face o f the Bass. Phrase Fifteen. Bars 94-98
In the opening statement of this Phrase Cherry moves back to a sequenced based 
approach. He begins with a sawtooth phrase playing the notes D to C# followed by a 
cyclic quadruplet in the second half of the bar. He then begins the same idea in bar 95. 
beginning on an Eb and only varies the second half of the sequential idea.
In bar 94 Haden plays the cyclic quadruplet G Bb B G. This outlines a G tonality with a 
b3 - 3 movement. In bar 95 he plays a sawtooth phrase of A descending to F# and G 
descending to E natural -  parallel descending minor 3rds-  and while harmonically this is 
ambiguous, the sequential element creates structure within this bar despite the fact that 
Haden is not playing in the same tonal area as Cherry. The counterpoint contour in these 
two bars is mixed although both are playing a sawtooth contour in bar 95 providing a 
unity of tension.
Cherry starts bar 96 with the pivot note F before dropping down a 5th to Bb and then back 
up to F. He then descends chromatically in quavers from D until he reaches the note G in 
bar 97. From here he descends scalicaliy from an F to a Bb. This line has a strong 
feeling of resolution and release. Under Cherry’s pivot note F. Haden sounds an F 
creating pitch unity. Haden’s other note selections in this bar are D Eb D, the scale 
degrees 3 4 3 in Bb. There is harmonic support in this entire bar from Haden.
In bar 97 Haden plays the notes Eb E C C, stating a C major sound with a b3 -  3 
movement and providing the feeling of restlessness and harmonic movement. Under 
Cherry’s final pivot note of Bb Haden plays a C. For the remainder of the bar Haden
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plays D Eb and down a tritone to A, all from an F7 chord, providing the need to resolve 
as the next soloist enters.
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Conclusion
Although Haden and Cherry play without predetermined harmonic schemes or meters, 
their simultaneously improvised bass and trumpet parts combine to create interesting, 
structured and logical music.
This thesis examines closely some selected musical elements Haden has used in his 
accompaniment of Cherry’s solo.
The main tasks have been to transcribe the relevant segments, to note the use of and to 
analyse the chosen elements.
An interesting consequence of this entire process has been the insights it has given into 
Haden and Cherry’s process of making convincing music through improvised means.
The analysis shows that although they play freely and experimentally in an open, 
relatively unstructured environment, their relationship is underpinned by a shared 
theoretical and practical knowledge of music. It is by no means totally free or random. 
The pair have vast experience as musicians and each has a thorough understanding of 
jazz traditions and the principles of Western harmony. Both players for example suggest 
chord progressions at times, such as the dominant (V) resolving to tonic (I) and, more 
common to jazz, the 11 V I movement. Other common harmonic devices are also used 
such as outlining the four chord (IV) to create a feeling of suspension, and their melodic 
lines often allude to traditional jazz vocabulary.
Another observation is that Haden generally plays within a small pitch range, usually in 
the lower register, but at points of musical intensity he climbs higher.
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Also, he predominantly moves in stepwise motion in the scale of Bb major during 
Cherry’s solo and uses larger intervals sparingly. When he does it is usually as a means 
of creating tension at significant points. To promote still more tension he moves to atonal 
note structures for short periods.
A key observation is that Haden uses a technique of setting up or suggesting a specific 
harmonic movement but rarely commits to the expected resolution. This keeps a sense of 
forward motion and ambiguity in the bass part and allows Cherry to be adventurous with 
harmony and phrase length.
Interest and structure are created through Haden’s use of varying line contours, often 
providing contrary or oblique motion to Cherry’s melodic invention.
When Haden wants to assume a more solid role as accompanist he plays in a way that 
sounds more structured. He gives a grounded, anchored sense to the music and one way 
he achieves this is to use line contours two or four bars long, which is a common phrase 
length in jazz and provides familiar territory for jazz listeners.
He creates a sense of internal structure and cohesion in the bass part through a variety of 
means, including cyclic quadruplets and by implying traditional jazz chord progression. 
He also repeats various patterns throughout his accompaniment. This acts in much the 
same way as a motivic solo, creating thematic strong points for the listener to focus on 
and substituting for the landmarks a pre-arranged form would provide.
Further study of Haden’s playing in the Ornette Coleman Quartet from this period would 
determine whether or not these features are indicative of his overall style or specific to 
this piece.
The most notable observation in this analysis is Haden’s tendency to provide a direct 
counter to Cherry’s melodic ideas as a means of engineering an overall sense of balance.
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When Cherry plays strong, structured, motivic statements, Haden counters by being 
harmonically ambiguous and, on occasion, by introducing atonal structures. Conversely, 
when Cherry plays harmonically ambiguous lines that are less motivic and more gestural, 
Haden implies chordal movement and employs a high level of diatonicism, thus 
providing a distinct counter to Cherry’s lines.
The cumulative effect of this is a highly structured piece of music, with significant 
tension and release points, that remains as exciting and fresh to listeners today as it was 
when first released in 1959.
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Appendix
“The Face of the Bass” 
Ornette Coleman
Notation Key
a muted or approximate pitch
yC. a note with indeterminate pitch
w/\ indicates when Cherry uses a distinct trill like technique to create a 
rhythmic effect
/ V
\  ?
marks the phrases
i-------------
i encompasses a note or notes belonging to the following phrase
i
I_________
marks pivot notes (see terminology) where they are discussed
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